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A METRICAL STUDY OF THREE POEMS OF ROLIANOS

INTRODUCTION

Byzentine Church Poetry

Barly Theories About lleter:

Tt scemg self-evident that to study Romanos, "the melo-
dious", an understending of the meter is essential; and yet - odd
88 it may seem - a metrical foundation for the early Greek church
poetry was not recognized by western scholars until one hundred
years ago, although the modern Greeks in praetice never lost sight
of its existence.l

Pitra was the first to meke publiec the metrical char-

acter of this Byzantine verse,” and yet even he thought that the
Byzantines themselves considered their hymns as prose. This

seems especielly strange since we are told that it was while he
Was conning over a Greek canon in St. Petersburg in 1859 and ceme
to red points placed at the same intervel in every strophe thet he
decided that this measured the number of syllebles.® Even after

itra? g . 2 : :
Fitra's conclusions were published, we £ind P. Gagerin saying:

1
HeRareheveneiiueiiicy hymnographes Grecs ont e'erit en prose".4

Suidas and other commentetors say church poetry is written "

s . r “w
HotTd.loTotJ-Y[\/)u cfju{ lovug - .5 Suides in referring to John of

Demascus calls the canons on Chrigi'sg nativity iambic trimeter but
all others prose.6 Christ in 1871 deserved the credit for the
reeognition of metrical difficulties snd he gives a series of
illustrations which clarify the real state of the case much better
then Pitrs.

Yet, even after Christ, Saethas caslled the hymns &

pPuzzle and doubts their metrical foundation.!



The truth is that the Byzantines must have recognized

v

the poetic nature of their hymns or they should never have called
/

/

fheir hymnographers: "Singers", "Poets" and "Melodists"; btut in
following the school tradition, where the poetic idea was closely
interwoven with the ides of qusntity, it never occurred to them to
call their rhythmic works verse; and the real question was not
investigated because the grammarisns thought that non-classical
research was beneath them.® Tor the same reason now, the truly
beautifyl hymns of the Byzantine period are unknown except in
& limited church circle and to & few German scholars.

Then, too, we can account for the ignorance about the

metrical foundation of the hymns by its difficulty. As Christ

. ny ,. . . .
Says: He would surpess Oedipws in sagacity and scumen who, at

first sight, could sce what laws of fhe verses of John, Cosmas,

and Metrophanis have been Set down in the hymnological Thesaurus

of Daniel. Not even those verses which have been corréctly divided

are seen to be verses of such regularity as those of Homer's

hexameters or oviars elegies; so that they would give the unskilled

W . U]
and untrained any clue to a certsin definite laW.9

Certainly some discussion of the development of this
new and difficult metrical form, and some explanstion of its

general nature must be combined with g ¢learing-up of the new

terminology before any particular 8tudy can be made

Growth of Rhythmeic roetry:

Naturally the early writerps of hymns had two models --

t ’
he songs of the Jews, and classical poetry. The Codex Alexandrinus

i g
€1Ves sure evidence that the psalme mede up & large part of the

fi?St century Christiap songs.lO Parts of the New Testament such



gs,the Annuncistion were certainly worked in; and the people

Joined only in the final Hallelujehs, Ahmens, etc., which were

-

cglled Ephymnian and Which developed into the refrain which is

very conspicuous at the height of the period in which Romsnos

L

flourished. Pliny the Younger in a letter written in the

Second century gives us g clue to the sntiphonal nature of

these early songs when he says: "stato die ante lucem convemire
carmenque Christo, quasi Deo dicere secum invicem" .1 Thig
Phese of the hymns hes an obviously close parallel in the
8trophe and antistrophe of the classic Greek drama.

The morning end evening songs of the Greek church which
Were sung through the middle ages and are still s part of the
Service, were made up slmost entirely of Biblical words and
bhrases. 1In the third century the conservative wing of the church
objected to the singing of songs® and it ig at this time that
we find poems following classic models using chiefly Anacreontic
verse.

The chief writers of this king Were; Methodius, bishop

0 ; X |
f Tyre, who dieg in 311 A. D., Synesius, bighop of Ptolemais in

Cyren
VESRATeE 4l 4. D, , and Gregory Nezianzen, patriarch of

Co
nstantinople from 330 apg 381 A. D, 14 ppe Arysn controversy

onl
J 8erved to hasten the groWwth of pympogrephy since St. John

Chr )
ysostam was forced to ¢ompete with the nocturnal services

Of the Arisne which the beople enjoyed =

Real church poetry begins.in the Fifth century, the
8ge of Romenos, |

centurieg,

and reaches its height in the sixth snd seventh

1ts aotual begimming is uncertein. Anatolius,

the Patri
e Patrigren of Constentinople, may deserve credit for it.

Romenos, aceording 4o legend, is ite inventor. Actually, there



must have been many gropings in the new meanner before the time
of Romanos and Sergios, his contempory.

Certeinly at the time of Romsnos, the old or classsical
rules of quantity have disappeared, and = meter based on sccent
8nd rhythm is in full sway. Perhesps the heretic poetry of the
third to fiftn century (now almost entirely lost) has in it the

geérm of the new style;l6

perhaps, the rhythmic poetry already
€Xisted in the unformed Greek folk-song along side the classical
Quantitative poetry; or perhaps, as the difference in the long
8nd short syllable became lost in speech and only the accent pre-
Vailed, then accentual poetry developed. No study has been mede
Of the Heretic poetry, and none is possible either for it or the
Unformed Greek folk-song. Pitra, Stevenson and Bouvy think the
Hebraic models are responsible for the new development but they
Make meny reservations to their conclusions; andi%rumbaeher
Suggestsl? tnig question should remein open until some settlement
18 resched as to the fundemental facts about Hebraic-Syrien meter.
There céertainly are charascteristic features of Hebrew

pPoetr S
Y» Such gs tpe frequent parsllelisms, short semtence members,

and ol
a acclamationg (6. g. Aé}a, 2 b\‘_}b’q‘-r‘OSS ) which might

Support ig ;
F this theory were 1t not for the fact that real rhythmie

rose
¥ » Tull of assonsnces 8nd short lines certainly existed also

in i
heathen writers 8nd may have peen the real germ; while the

Heb ; 1
¥8ic connection only brecipitated the change from quantitative
to accentya) Poetry.
Certainly it 1g difficult to prove that rhythmic poetry
sta i !
FUL Wi ‘Shs. ahbsin end remained woven into it, because in

el kil T T TSR AR R R )



of Jgnantitative meter persisted. However, it was only natural that
the church should be the first to break with heathen trsdition.l8

Whatever hypothesis is accepted as expleining the origin,
the fact remains that there were, in>addition to the verses depend-
ing on quantity, meny which followed new laws of accent and the
number of syllables. Christ calls the first type metric sand the
Second rhythmic.l9 These metric odes were not sung in church nor
Put in books of songe; end yet one can't deny that they were sung
because of the ;?xos (see below) prefixed to them.

The next period after Romanos finds s highly developed
hymn called the canon which reached its best form in the hends
Of john of Damescus. This was the period of the iconoclastic
Controversy and hence the more Simple hymns such as those of
Romanos were displaced by the gravely theological, very dogmatic,
®nd also very complicated cenons. They are mentioned here because
they combine in their metrical orgenigstion all the forms used

hi .
therto; and an snalysis of their nature will clear up most of

the confusing terminology.

Definitions of NNew Terminolooy.
— —— =xIllinology:

The unit of the System

is the strophe or stanze which
18 divided intg verses

OT clauses with regulated caesuras. Several

troQarion.go

-three verses and each verse from two to

8 “ 3
uch strophes make up g Pitra ssays each troparion

has frop three to thirty
thirte

°0 8yllables in g continuous series, uniform,alternate or
r 9 5 ) d LRI
S¢lprocal with the meter always syllabic and sccentual.“l Whether

O (0] i
not this extreme regularity cean be:accepted will be discussed



later. The individusl strophes of the long songs of Romanos,
Sorgios, and Anastasios were called &fuao 22 (It is interesting
to note that Strophes of anacreontics were c2lled by the same name
in the 1iddle Ages, and that Sophronius, the most important author
°f Anacreontics, flourished at the same time as Romsanos. )

The I{ontakia25 are hard to de%ine because of the differ-
ent I€aning the term has in the "Officuim Horarum" from that in

B "Liturgy" and thet in the "Ordination". In the 'Akolad@ia

(Order of service in Greek church) we find the Acta Sanctorum~%
defining ag follows: "genus quoddam modulatum Hymni seu Cantici
Ecelesiastici ceteris simplicius, iisque brevius, quale singulis
diebus festig Proprium est.” Romanos, who is the reputed inventor

Of the Kontakia,25 usually composed them of twenty-four or more

Strophes,

The tropar@im in honor of liary was called a theotokion.
It was inventeg by John of Damascus.9

The canon was made up of nine odes joined by a common
Tone Tather th;;—;; sentiment. The word tone that we used here
ig g translation of the Greek 3&39 which might be better rendered
7 "moogr, There were eight moods known to the Greeks,2” and each
Wieek hgg 81 sppropriate one.28 Consequently the term ;%X°5

is ip
0 : i S -
~  CoTt8nt 4p gyo kontekia becsuse each ome is giveén a special

ﬂXos

rar :
LY saw bogke printed with musical notes and they had to fix

2t the beginning. The resson for this is that the Greeks

the ¢
*IRON hymng in their memories; and they would then infleet

others A o a8
Qonslsting of en equal nuuwber of syllables in the Same way.oo



For the same purpose, each ode has a standard troparium
or hirmus prefixed to it and the whole structure is built upon
this -- all the succeeding troparia will have the same number of
Verses and the same syllables in each verse and the same sccents
on the same or equivalent syllables.SO Christ sgys'the hirmus will
determine what is the harmony of the song; and that whatever
harmony hes been defined first existe throughout. The troparis
form their rules through the hirmus and get their rhythm according
t0 it -- g5 a sort of decree in advence on structure, harmony and

1 58

melody.5 This hirmus may either form the first stanze of the

Ode, or it may be tsken from some other poem. Some mark, such as
Ccommas, usually divides it from the rest.

Another device for assisting the memory was the acrostich®®
Which was alphabetical in the earliest hymns, but which commonly
included the author's neme at the time of Romanos e. ranlt Tod
TaTrevag (PW}J\:G-VC}U L‘J,,u-\/CIS ". The device is valuable to a

Student of the Aymns not only in gesuring suthorship but also in

ivi :
g1lving the Strophe division. Although it beceme even more compli-

cated in some instancesg by hev

ing a1l the lines in & given strophe
begin with the same letter

that type of etunt in literature can

never claim spy ; i i
alm sny barticulgr artistic value. The Greeks inherited

it from the synagogue ; 3 85

4
but there were also classical prototypes.

Us :
Bally, the acrostich began in the first strophe; but Romanos

Often beginsg ip the proen

T ' . ]
e 2332§£22 consists of one, or posgibly two or three

small Strophes Which introduce the tropa

ion or in the hirmus.

ria,



S0 we have our Kontakis made up of s series of strophes
With acrostich srrangement. These strophes sre preceded by a
proemion and hirmus whose mood or i?xds is indicated at the
beginning., The strophes (about twenty-four in number) consist of
long end short lines with regular caesuras snd regulsr accent or
Thythm; end s refrain varying from one to three or four lines
Winds up each strophe.

Hiatus is disregarded, as is elision, and the difference
between acute and circumflex accénts which hes ceased to be
Observed in speech is n§ longer made in verse. Neither does this
Thythmiec poetry ever agree with classical meter in the sense thet
'it repeats the old verses in accent prineciple. It is s really
independent form which differs from politicel verse and from

Contemporary Latin verse.

History of Recent Scholarship on Byzentine lieter:

S0 mueh for the genersl principles upon which there is
No doubt gt Present, and on which the three chief contributors
to our knmwledge about the meter of Romanos have, on the whole,
been in 8CCord. prumbscher seems to have given the most scholarly
&nd exset treatment of the meter, end before giving s study based
on hig Wethods, perhaps it would be well to meke clear the main
contentions Of his famous predecessors, Pitrs and Christ, end
. thug state the points on which these authorities have differed.

Pitra's first publicetion (1867), - Hymnogrephie de

1'ezl
“‘5“153 5522329 - was, a8 before stated, the first real indicat-

ion of '
Y he metrien) gharaster of Byzeantine verse. (In it, he

fo
und that, griemn the strophes and their lines had been divided,

the little 11 ;
€ lines whiey correSpond to each other in the individual



strophes consist of an equal number of syllesbles. From this
he jumped to /the conclusion thet the art of Byzantine poetry could
be forced into one definite law in regerd to the number of syll-

~

a8bles.”- Christ, who published the Anthologia Graecs Carminum

Christianorum in collaboration with 1I. Paramikas in 1871, saw

Beny difficulties that Pitrs hed not seen end gave in his Praefatio

and Prolegomena sn admireble summary of Byzentine hymnography.

He reduced some of the meny dogmatic statements of Pitre,
Whom he criticized37 for Juggling with the text to make it conform
to his conclusions about the meter, to a series of general lsws
for which he gave illustrations. The special conclusion of
Pitra's in regard to the number of syllesbles Christ claims is
not probable in itself, nor to be commended by anaslogy wWith Latin
hymns . furthermore, it is actuslly to be proved false by eome
lines (Bitre pp. XXIV, Christ p. 239) where the accents are
¢learly placeq by the poet and do not conform to the above stated
rule, %8

Christ's 1ay if summerized would read &s follows:

Zhe troparis which have an equél number of verses use
th -
- Eﬂ_ﬂ 'EEQEQ"

Then in gopgidering the laws thet govern the union and
d LR
ivigion of linesg snd the correspondence of the members of two or

mor Aty :
e trOP&rla, he concludes that there is mno similarity in the.

nu
—ber of Syllables, and thet the long and short syllebles follow
in ne g ; i tah

S "'~3££El£2 order -- thus differing from c¢lassical Greek o0des.

The explanation which he gives is that the songe are
mede 0 BS sung apg need so thet the individual syllsbles were

ronoune i gt s : ;
" . With varigtions of the Voice, 80 that the ceusge forv



-10=

the occurence of an equal number of syllables must be sought in
the nature of the measures.39

Christ insists thet it is a misteke to follow one's
own judgment rather than faith in sncient writers and remove the
inequality of the feet by removing syllables or adding on to them;
for when one hears the strophes of a similar song sung, he will
continually notice that certain syllables of verses answering one
enother sre struck by e major ictus. (The books of melodies
Will show the seme syllables marked with notations to give both

40 nhe third lew

the height and the intention of the voice.)
Christ states as the foundation of Byzantine poetry; nemely that

troparis answering one snother in certain definite places accord

in the sccent of syllsbles.4l The fact that the accent of Greek

Words has remained unchanged even to our time when accent in

Other languages is prone to change is an added indication of the
continued use of the sccent principle in Greek song. This rhythm
°f verse is accomplished by the ictus returning et certain definite
intervals. The scute or accented syllables in Byzentine songse
Seems to take the place of the long syliaples. Although these

accents w
©re mot so placed as to bé coerged imto severe laws, still

the resulti
n
g lines are more oy less gimilar to encient VerSes,42

That le
ads us to the fourth general law that the lines have sn 8¢~

cented g :
yllable at least in one place. 1n meny ceses, all the

accents
Tluctuste execept in ope case; but even when they agree
in many -
¥ places, one stangs out especially. The pronounced accent
is ofte L6 '
" 8% the end and yet in brief melodies there Was greab
variety at the end.43

. After Ohrist's publication, Pitre's Jubilsumsgabe Was




e

p p l) . N < “ au -
n =

G4

i 7 little real
Krumbacher becomes quite violent. Thers is wvery

)4 hrist, however.
difference between the views of Krumbacher and C » ’
p : .
ivision into lines a
The resal points of variance is always the divisi

= eed that it is im-
the methog of determining it. Both are agr

Christ went over the verses With his musical Greekl i

' i1 al and

friend ang checked up such divisions as seemed to %1m natur i

Concluded that the licenses he finds are in line with jhe.néSion
of the meter.47 He uses a double kind of indication of divi

i im arginal
Quite arbigrarily using vertical lines one time, and marg

indications another time.

ical ] ompar-
I"rlimbacher thr Ough close metri 6] analyses and comp
Z .

i and minor
isons with tables Showing the sense pauses spg the ma jor

i 3 he says
leti, comes to the Seéme general conclusion gg ghrist when

that the division into ghort lines or

On&l L)

indicat-
He uses much clesrer tOpOgraphical means of in

X lears
ing the divisiong by varying the hergins; and sbove all he c

Up the relation of the little to the

TRl
big divisions by a definit
m'ethod, of analysig, 48

i os, I have
In using hig method on three poems of Roman

peated. reading
OREeL e the game ¢onclugions that g frequently repeated

2 L’. al "feel"
would Probably hgye given; for certeinly if the music

of line,
alone determineg t he Placing of the mcoent, the length

and the grouping of long sngd

short lines.2? some musical intuition
would eateh the S8me feeling

i I the
on repeated reading. However,



| , Siges , ;

definite snalysis seems to have every advantage in assuring the DR

e techﬂ&éal conclusions which will be stated at the end of the _;xﬁ
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Tead.,

e —

S O _543
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H. Stevenson: L'Hymog. 2
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Christ: Proleg., p. LXXIII.
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hymnologige descripti sunt ,
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conspicui sunt, gquents Homeri hexametri out Ovigii elegiae,

Bt quae vel imperitum et rudem hominem certae cuiusdem legis

L0

e

HEi

14,

L6 .

commoneant ."

Krumbacher: Gesch der Byz. Litt., p. 309 ff.

Eneyclopedis, p. 578:

A

"Philo describes the Therapeuteae (near Alexandris) as

domposers of hymns to which the people listened until the
end (acroteleutia, ephymnia), and then all joined". These
people may not have been Christians (Gibbon‘says RoG)wbub

this shows that the practise was common.

Pliny's Letters: 10, 96,

Egﬁyclopédia, DD 78

0f. ZTusebius who preserves a fragment of Caius which refers
%0 all psalms and odes written by the faithful brethern from

the beginning a8 hymning Chrigt, the Word of God, as God.
Ibig

At tine Of Aurelisn Council, the deposing of Paul of Samosatis
from geg Of Antjiocnh was justified in a letter to Rome whiech

i |
tates thet he hed prohibited the use of hymns by uninspired
Writers,

EESZE&QQQQEE, p. 560; snd Krumbacher: Gesch. d. Byz. Litt.,
B: Bl0 re, , o

"No
| Use wag mede by the Greeks of the theological poetry of
8t.

Greg()r . ; i a “ }
"Iy Nazisnzen; end the nymns of Synesius were not



16,

T
1114
19,

&0.

used."”

hisiab: Wireleg. , p. DEXIX:

Before Gregory, Bsbrius, a writer of fables, although he
strictly observes metricel laws in writing his halting verses,
nevertheless peid this much attention to accent that he never

placed en acute syllable in the penult place.

Krumbacher: Gesch. d. Byz. Litt., p. 341 ff.

Krumbacher: Gesch. d. Byz. Litt., p. 343.

Chrigt: Proleg., p. XXVI.

A8 to the origin of this word the following theories are

discussed in Acta Sanct. Praef., pp. XVI and XVII:

L. Liguridius gays it is derived froem 17aoTraCoU' or hymn
of vietory and that ot-rPonc or the character of each
Saint gre therein set forth.

Goarug says that it comes from Tpoﬂﬁs a turning.

Thig May be because of the turning or flexing of the
Volece ipn siﬁging or because the canonarchum turn now to

thig Shorug ang now to that or because the verses are turn-

®d ang inflected after the mode of the Hirmus.

Chrl . { s ° . - 2w
A 253525-. p. LXVIII £f£f. ®Bays it is a diminutive form

of ’ )
TRoTTus and refers to a certain "modus" of song.

o P =X0leg., p. LVVII:
€ o
rigin Of the word suggeets a parallel with g part Of a

bUlldlng



23 .

24,

85,

Goarus is quoted in Acta Sanct.XVII and XVIII as saying

i
ﬁ 2 5 L : 1
that the ouLKOosS is a kind of hymn made to praise God or

& saint -- made like a structure or building whose virtue

is to glorify.

Hebertus is quoted in Acta Sanctorum as giving the etymology

7
from KxovTOS a8 brief thing. Ligurdius says it comes

?
4

from the word for javelin ( iovtTa% ). OChrist in Proleg.,

p. LXVI prefers this etymology and interprets it as meaning

misgiles sent from the mind of a poet. (by analogy with

Pinder 0Ol. II, 97 where songs are compsared to arrows).

Aota. Sanct., Praef. pp. XVII and XVIII.

Sophocles: Byz. Dict., quoting llenaea - Oct. I3

‘v abrh vl / 0 Sclou TraTEdS
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ey — -~ (4 ) 2 —~
B - We elvalr 1o mAq@osiirwy Ui euToy

. C N ) ’ 2
.reVO/wE/Vqu IOV TARMIK LWV utmeEpE Ta XL/I:OL,

Shrigt Broleg.; p. LXI.

éﬂi& §§EEE-, Praef., pp. XV and XVI; Sophocles: Byz. Dict.:

T1 { L
18 four authentic moods were first called by musiciens

the » 2 s
® "Principales recti" and include:

M)xos TEWTOS &
»  Jeurépoes [
e A
0 % d'l
1*512101’05
the plagal moods were called "obliqui

al d e 1 ;‘, - % ] A ’ . s Js 4
and " Av d.‘l



A good discussion (musical ) of these moods Will be

found in/Pole: Philosophy of lmusic, London, 1895, Chapter IX.

u ¢ C P 7
Sophocles: Byz. Dict.: (O evdl aTaKTos OV 8\/orac]_:vos
(ry) n

J 4
73))[05.'}1 :-copgcx,mﬁ TOU GvTLTATXX .

Do
(00)
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29. Acta. Sanct. Prsef., pp. XV and XVI.

30. A more detailed discussion of this general principle with

exceptions to it is given below.

gl ehrint: Broleg., p. LX.

Cf. Zonaras as quoted by Christ from Comment Canonum

}‘,5//\005
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32. The Origin of the term ig gifficult. Christ: Proleg.,

Pe LY g o . .
L 8ives the t0llowing explanations:

1. Connecteqd With Latip rtpasctus’ becsuse it is drawn out
like Hellelujgn, This ie unlikely since they were not
drawn out but were given to show individual mg@ulations
Of the voice,.

Referring to €choliast on Pindar Nem. II, & the etymology

: e
f Thapsodist is explained by it8 eonnection with (;a(sd"ov

: € \ e 4
Yo Rodnt ient s wovan. of Homer ... oL J& Qaqiv omoTE



o

(:anwJooev sbgtcy TivL mou. Fa?g rra{;arr)vza-cov
ol eV Sl PV aurnv GYOVTUS. i

Whatever the etymology, it is certain that the word
anciently signified modulation and was afterwards tresns-

ferred to songs accomodated to that modulation.

53. Tor fuller information on the scrostich see Krumbacher:

Die Akrostichis in der Griechischen Kirchenpoesie, and

. Weyh: Die Akrostichies in der Byzentinischen Kanonesdichtung.

35. Zrumbacher: Gesch de Byz. Litt., pp. 338 ff.
"Diese Zlingtelie e......... zuerst in der Orakellitleratur
Zur Anwendung gekommen. Wenigstens scheint das gltesté Beisgpiel
Ciner erhaltenen Akrostichis in den um das Jahr 200 V. Chr.
*bgefasgtep sibyllinischen Orakeln vorzuliegen."
... .. exsmplel in De Biwin., IT, 54:"Q. BENIVS

FECID /.

56. Chrigy

» B : .
sraefatio, p. IV:

L
Il o 2 . A 2
Le,  nim, eum strohis eorumque colis ex codicum fide divisis

Vers; ) ; ! .
r81culos, qui in singulis strophis eorumque colis ex codicum
£l ;
© diyig versiculog, qui in singulis StrOphlS gibi invicem
Teg
Ponderent pari syllabarum numero constare reete intellexisset,

ins,
g
nery Syllebarum lege artem byzentinorum poctarum ooeroerl
1udlcarit "

For ovitia:
1Cism of pitra's method of foreing verses to the norm



goe Ghn st Proleg., p. LEEY Bf:

S Th1.8/:

"Continuo librum (Pitrea de hymnogrephis ecclesiae graecae)

a8 collega humsnissimo mihi commodatum perscrutatus cum summo
gaudio intellexi, lineolas a me ad Separandos versiculos
positas non modo auctoriate viri litterarum byzantinarum
inter pasucos periti sed etiam, 1d quod multo plus valet,
fide vetustissimarum membranarum comprobari atque confirmarij
cum enim in illis singula cola punctis distineta essent, iam
certo et comprobato fundamento indagatio numerorum niti vi-
debatur. MTantum sutem aberat, ut Pitra, quamvis eqregiis
Subsidiis adiutus escet, artem poeterum ecclesiasticorum
plane perspiceret ut mihi iam ante librum eius perlectum
certae cuiusdem rei suspicio subnate esset, quam virum
doctissimun fugisse non possum non mirari.”

38 . i .
8. Chrigy, Fraefatio, p. V
\' & v

39. Chrj
hrigt, Proleg., R A P

40. Ibid.

41. i
Ibig

1 Th
€ Same law Was propounded in a book on prosody by a

Byzan

tine grammgrign (erroneously given the title 'Theodorus'):
“If on

€ Wishes tg compose a ¢enou, first it is necessary to

Soung : i
the hirmug, snq them to bring in the tropesris of an equal

mmhey ~
L of Byllables, xeeping the eame tone as a guard". The
Byzanti )
D€ Writers followed the same plan even in politiecal

verses g i
-S040 not put an soute syllable in two or more places



42.

43
el e

44.

f the verse. Latin writers of the liiddle Ages used the

‘rhle of accent when quantity of syllable had been neglected.”

Fhila: . p. TELEVILL.

Thid.,' 'pe TERERLE.

-

For schemes possible see p. XCI
It is worth noticing that the classical Greek writers, too,
trept the chief accent away from the first of line e. g.

Dactyllic Hexameter of Latin and the Sapphic verse in GreeXk.

Krumb&cher: Studien, p. 74 ff.

After stating that emendations are bed for colloguial

usage when there is no paleographical nor editorial basis
for them, he makes (p. 76) a careful study of line thirteen

Of the hirmus to Keusche Joseph III and Petri Verleugnung

o SO 8

and concludes that it would be difficult to think of an

emen
dator who made changes according to speech or sense

Witho
Ut a consideration of meter, and glgo unthinkable

thaf he
changed the verse as oftep a8 in sbove example always

8o that n |
€ either dropped op added g Syllable. The alter-

native of g i
metrlcally-trained Copyist who, in order to meke

the meter re
gu it i
gular, left it irregular is equally ebsurd.

The fagct Pi
thet Pitra's conjestures in regard to long lines

divigi "
on w i o :
®T¢ 1n every case responsible for & seeming dis-

Crepasncy ¢ 1
Y BHOW that ho has a bad basis for mebricsl study.

Ibid., p. gg,

"Diese 3 -
Arbeit (Der Zeusche Joseph III von Pitra) ist in




45,

46,

ihrer absoluten liangelhaftigkeit ein wahres Ratsel, und
eg ¥st ein Gluck fur Pitras Namen, dass sie nshezu mit

Ausschluss der Qeffentlichkeit publiziert worden ist"™, etec.

Krumbecher; Studien, p. 87:
During the time that useful marks wWere put in all manu-

scripts for the division of short lines (although this,

too, was fen lty) there was no trace of grephic indication

to point out other strophe divisions.

Christ: Proleg., p. LXXIV: (translated)

In the manuseripts the individual strophes are commonly 8o
divided that s new strophe is begun on a new line and with a
larger initial letter which is not rarely painted red. In
order that they mey divide the individual cols of strophes,
Secretaries of the manuscripts placed after each colum &

point or gold star wWhich Pitra in his Hymnographie (p 12)

says w
VS W88 put even in Codex Mosquensi. Thig custom (kept
from o
ld editors) of interjeecting g point, more recent

editors
rs have go changed that they put commeg in place of
periods.

and others inp another

Christ:
8t: Proleg., p. Ao T

Because y :
’eress Pindar and the rewt often joined two cols

by & conti
i nued work, they never abused this cola by a
icense g
¥ the end of g period; but the Byzentine Poets

Yery rar
| ®ly end a word at the end of the colum. So that



47 .

48.

49.

an ended word is very slight proof of the end of a verse

or period.

Bhrigts Brolegs, 1Dt EOL R,

That is, that in the middle verses, the cola end with
short finsl phrases; and in the last, there is mno
obstacle to keep from putting four instead of three
syllables (since they used greater flexibility of

voice there).

I have changed the indentations so the lines which are
in the same metrical group come almost under ghg sl ol
line of the group. This has the adventage of making the
poete parallel language in the smaller divisions stand
out. Observe this expecially in the "Judas" es printed

on page sixteen.

Lrumbacher: Studien, p. 334.
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METRICAL STUDY

Christmas Hymn:

The Christmas hymn of Romanos is one of his most
famous ones and yet the only text available for this study was that
in the "MOV'T&J'(WL Ha\L Kcﬁvovas Tﬁs Eunhqncirnm\s TB:qrz'ws Tr,XPﬁ’a-]:\/".

If the fall of the accent is marked in the first line
of each strophe we notice that the third syllable and the last
syllable invariably receive an accent%,whereas the first syllable
Teceives it in only seven of the twenty three cases and the fourth
in only six. The second syllable gets only four accents and the
fifth syllable is never accented. It is easy to see that the third
and lagt syllables have mejor accents and that the first might be
considered to have a secondary accent. It isn't so likely that the
second and fourth syllables received any veice stress at all and it
is perfectly clear that the next to the last sy llable got none. This
would give the preference to the last syllable as the most important

accent,and if we wish to go so far as to indicate accents of every

shade we should conclude that the line wag read Or smung according to

thie scheme: ¢ # = “  Leaving out the weak first accent,

we can feel sure of a echeme that looks like this:

for the first line. Following such a plan of analysis for each line
P
the twenty-three verses of thé”Christmas Hymf appear to have ag &

scheme for the Hirmus:

Ve g :
S LR A AR A8 (8 syllables, scheme a)
Verse 3, ¢ ’ »e
=iz v RGN L I syllables, scheme D)
Verse 3, ¢

— . __ % (& syllables, scheme a)
Verse 4, °

________ (8 syllables, scheme Db)
Verse 5. ’

A T e e A R (6 syllables, scheme c)
Verge 8, *
“““““““ (6 syllables, scheme c)



Verse
Verse
Verse
Verse
Verse
Verse
Verse
Verge
Verce
Verge
Verge
Verge
Verge

Verse

——25—‘

A e 42 (e ey 1 liablie B Eelismaid)

Bl R ey @ I el dyasiabilaeliicchiens; fe)

Gl - e o ot iR G L (s v able/siiis ok eme f)
10, 2 __ # (5 syllables, scheme d)

1T R e e L e syl dabilepiiyachoneiie))

13, * ¥ (5 syliables, scheme g)

L8l T et g v S (€ Hfe plliab en )y s clioms e)

14, * _ *# __ (5 syllables, scheme d)

15 ¢+ % (5 syllables, scheme 4)

G B 4 __ % (8 syllables, scheme h)
i1 % 4 __ % (8 syllables, scheme h)
18, & _ (7 syllables, scheme i)

19. ¢ _ % __ (8 syllables, scheme i)
20, Y bt (5 syllables, scheme d)

e
s ———— e —

5 # (7 syllables, scheme k)

— S e—— Wty GRSV (NI se—

It isp't quite enough to visualize this rhymic scheume;

) ore detailed information is necessary before drawing conclusiong;

angd fOr

Line 3.

Line 33

Line 4:

reference I give the following line by line analysis.

Th 1lable is invariably accented; and since the
foilg;ggg g%a re invariably unaccented, it seems to have

been th or ictus.
There aiengly six exceptions to the accent of the firset

8yllabl ince it is with but one exception always
follgweg %;dag unaccented syllable, that leaves it the
Secondary accent; while the middle of the line is but
8lightly more flexible With an accented syllable whigh has

S€vVen exceptions.

The 1ag¢ eyllable has no exception (elpe in 67 disregarded)

iBe thirq gyllable has three exceptions, two of which are

Tgentical since this line is repeated in e’ and 157 «

whz firgt gyllable has a faint accent with only nine verses
STe 1t 3¢ unaccented; although some of the accents,as in

$.on the article -

9" ap
Ce
ith the firet syllable in the firgt verse.

* W
and s?i%ht syllable line has an unvarying accent on the first

nine ¥ b gyliables. The fourth syllable igs not accented in
1 erses)and that makes a Slight variation in the unaccentn



=3

i i tances. In
third which takes the accent in five i@s a
:gite of ; sligh%ly surer accent on the.f1r3u syllable ggs
this line, this rhythm corresponds to line two and assu
the sixth as the major accent.

unclaubkredl i
Line 5: The major accent is anééspa%eégy on Ehe fifth of thzhgit
syllables in this line. Strophe Ky " has an extra

syllable in it and this could perhaps with proper miﬁusgzipt

evidence be emended by & simple change of érnzvru; 2

TdvTuwyv . If there is no authority for this, it m %ﬁere

M e r e e o e
e to r mic g o

%ﬁa%ofgiié gﬁfiﬁg secondysyllable has only two excep?igg:

and the middle of the line is only slightly more varia .

Line 8

o¢

ing line is the
fference in this and the preced _
g??gﬁ%ig gire pronounced tendency to accent the first syilggle
and the increased regularity of the third and fourth syllables.

ari ird; the two

Line 7: syllables at all varisble is the third;

d gﬁzeggég sgllables are very uniform, the only exceptionwiﬁld
either being in dtrophe i1e” where the yap th?t fgllowisv/
force some accent on the last syllables of T)i¥o 0 oo L .

Line g: This very regular line varies only in the third syllable.

Line 9: an unvarying accent on the major ictus and only three verses

With unaccented second syllables leave the middle of the line
slightly variable.,

Line 10: More variable than verse seven in that the second syllable
fails to get an accent in three strophes, this line is
Temarkably like it even in +the occasional gtressing of the
third syllable,

b0 e RS line ten in one long line in the

text to strophe Ky ; but it ghould Obviously be separated

igom it,since by so deing, line ten makeg g complete line

the divigion, This line
last accent the major one a?d
% syllable having a mino

Line 13: With Pronounced accentg

on b ast syllables,
Egis :hort.line hag g tendeng;highzoﬁér:zrgggé; (about half)
O Put a minor accent on the midgle ayllablesy Bebs
Line 13: ¢ :
n

Orrespondin to 1L ne here has
o variationg in tines S;En% and eleven the sohe

: ¥ each
of the first thy he last three syllables but-some in

ee,
Li : _
ne 14 Z?iiagizatie sale general gcheme ag line ten only thetaecgzd
4 marke acg::tfm'ls Quite often (in seven strophes) to &
Line 15: Stropne &

¢ hypermetric be emended by
t : and could easily
he omiggion of the first 4 if we did not know that
"a8 very frequent. More important is the Very



decided tendency to omit the minor ictus on the second syl}able
(eight strophes of eighteen have no accent there). The major
ictus is invariable,

Line 16: This long line has two syllables, the fourth and the eighth,
which are accented without exception. There are five or six
attempts to put an emphasis on the first and second syllables,
too; but not enough to justify placing a minor ictus there.

Line 17: This corresponds to the general scheme of the above; but it
has a minor ictus on syllable two that is much more pronounced
(has only six exceptions). Also, the accent on the fourth
syllable has four exceptionse here indicating that it is not
as important as the last syllable ictus.

Line 18: This seven syllable line has no counterpart. The accent falls
always. on the third and sixth syllable; with a few strophes
laying stress on the first syllable.

Line 19: An invariable mejor ictus, and a minor ictus on the third
gyllable which has but four exceptions make this line sound
quite regular although the unaccented syllables are frequently
accented and there are three lines with an incorrect number
of syllables (although even they have the next to the last
foot accented). Strophe 1m’ seems to omit an unaccented
syllable just before the major ictus (_ __ ¢ 2 _2

£’ seems syncopated at the start ( T e,
while (3’ adds a syllable and seems to have this scheme:
A L L o e R IO i )o If emendations are being
considered the oyv might be dropped from the guv'raTE in

'@ ; and dcTEdTew  in £/ might become Ao TeRATTEIV:
Ir——— The latter is an especially violent change, but

evidently no more gso than som 1 :
E regtions as
Quoted by Krumbacher, ESmeat ihltYu’ s 8U.EE

y he refraj
first five 2y§ea11y should be printed in two parts since the

lables make a scheme corregponding to lines

seven, ¢ .
line iefzn’ and fifteen; and there is still a seven syllable

»

There
are many geners] conclugions that this detailed

study maeke po ‘
study of A AL e more valuable after a gsimilar

y 0 tWOm
ore hymng, Before Proceding to that, it is worth while

tO make a st a;ring
ud : - (o]
Y also 6f the senge Pauses in this poem, and by comp

th
®M With the rhythmie echeme arriy

in e at not only & line-division with-

the stro
Phe
» PUt also some large divistons consisting of groups
of lines,
In
tineti "arking these sense pauses, there should be a die-
nction betwe
°R Primary and gsecondary pauses; but this so often

depends '
on a Very
arbitrary subjective decision in regard to the



gense that all are marked alike in the table below:3

Senge Pauses in the Christmas Hymn

\[erseNo.834;67891011131314151617181920
o Strophe X TS e s o v s S e s S e S
& 1"
H:b/ m X X X ——————————————————————————————————————
il L R ol Da X X X X SR X
SUdili . " X S X X X X
—E° " XX s b X X X
LG i i X & X : X X
= S U . ¢ X X S S G %
B e -
n D B X e mmmmm—— e mmmm——————
—pl " S T 3 N S o i
—gy e e e e e
\~L@’L n X X X X i X
" ST AP ID D i S X X X
\:E TR T SR SRR D . R X oL O
N X XX b D < b
i R % i X X X X
. > i T X X X X
\\:E . R AP AT ¢ Yor X X X X X
Rt X, o X X X X X X
A X X X S O X i
— ROLME Y X X X XX AT A X
) . T D¢ e p A ¢ X X X
2 > I b S R L b7 T S
e 6 2B 4052418 5 65 16 8 8 4 15 8 118

The real value of the table of sense pauses and the
netr
Teal scheme lieg in ite contributing ewvidence for divigion into
the :
Proper "cola"; for the troparia were rarely composed of indiv-

idua]
m :
Cibers put of groups of two or three; and it is over this

divisi
)
® %hat there has been discussion.
It will readily be seen in glancing at the frequency

of th
eoe
Curence of the sense pause that there are many more instan=

c
€8 atg the aig s

oliaa i e of lines six, thirteen, and twenty than anywhere
@ Iext
If we gr in frequency come linee tWo, four, nine, and seventeene.
Cup +h.
Ay he metricel gcheme according to the senge pauses we



ab (14 syllables)
a'b n )
- ¢c e/ /(18 syllables) 40 syllables

d e f (18 esyllablee)

dege (22 " ) 40 syllables
ddh h (386 " )
i4j (15 n ) 41 syllables

This mskes such a recsoneble division of the meter that it seems
8afe to print the strophes with indentations reprecenting these
divigione., So much of the a' strophe is gone that it is imposdible
Y0 tell whether it was the hirmus or not from the text at hand,

"CY‘.’ strophe ie given below with the correction of line division
(mentioned in the analysis of line eleven)l eand the typographical

device of indentations which helpe in conceiving the rhythmic psrallels

&nd grouping better than straight prin’c:l.n,a,'.'6

OUX AmLs Ya(a 1Lk
)J:T}TY](D 2 ou T‘(—‘.l’CVOV EUGWAG FRveY,
OUN 'c‘-l—ltq Tou\oux

20 ;rm: Xo(”?YOV TU“ rot/lou-('ros
AL brepe TRV Sy

5)”UU durwr Q) 2ulelty

I:TFOIY'G\(]S }J,E,
or\ou Tol Yevou.s Jaou
Kal G‘Toﬂ,a) ltat. ord po.
E/u,E y‘a[a sxac
Y OLKOU/A-EVVL 2 ou

(O 14 ETTY)\/ r((,_)o( rde\/

TSLXOS ¢ oKL U*TYZP,Y‘/LLO\'



:E- g cc) A%
0‘— )qdez.vras
TOU (DOL ElGOGREINS U G <
&ITUTPE(POV OLUTOUSr] Tro:';gb CPY]

7 £/uou BTL E.T'EAG'Q.S

Tacdlov veov,
[ £l
G TI_(ac\) dtWvwv Oeds

Mary at the Cross:
In making the same type of gtudy for "Mary at the
Cr°SS",We find by comparative analyeis of the lines the following

Wetrics] scheme for a Hirmue which we do not have given in this

texs,”
Verse 1. _ * __ __ *¢ __ (6 syllables, scheue 2)
Verse 2, ¢ ¢ (8 syllables, gcheme a)
Verse 3. L U T T R ( 7 syllables, scheme b)
Veree 4. o e T SRR . L ( 8 syllables, scheme c)
Tezae 5. __ __* (4 syllables, scheme d)
TSHatle, T AR ) ( 7 syllables, scheme b)
Verse 7, B - ( 5 syllables, scheme e)
Verse g, o -:— TR -: ) W
Verse g, B, v (6 sylladbles, 80
Vet i T c o S syllables, scheme b)
Verge 11‘ T ?-.__ __ * (& syllable, echeme g)
Verge 1a. L ® (6 syllables, schems a)
Verge 13, i B . L% (7 syllsblew,  soheme b)
Verge 14 T — __ __ * (8 syllasbles, scheme a) .
Verse 15, ’\ & (9 eyllebles, schele b)
Verse 16, e T —— %% __ (5 eyllables, scheme e)
Verse 17, \:“ . __ * (8 syllables, scheme 2)
Yevss 18, -: s :—~ __* (6 syllables, scheme &)

il il (6 eyllebles, scheme f)



Verse
Verse

Verse

Line 1.

Line 2,

Line 3,

Line 4,

Line 5.

Line 6,

Line 7,

Line 8,

Line 9.

Line 10,

19. PR L W8 (7reyllebles), igehete b)
20, L@ L (78syll able s e chiexielh)
31. i % (7 syllebles, scheme h)
The detailed line analyeis shows:
There are no strophes which fail to give this line two

accents, The fourth syllable is stressed about one half
the time and unstressed one-half the time.

( Strophe and o strophe each have hypermetic lines which
geem to have increased the verse by anacrusis.. i 4 @t were
clagsical verse we should say that the one begins with an
anapaest instead of an iambic fopt and the other with a
dactye instead of an fambus. It would be easy here to
imegine the first two sgllables of each of these lines :rn 5
together by the singer.® We have a scheme exactly equivalen
to line one even to the frequent strees on the fourth
gyllable.

A remarkebly uniform line of seven syllables. The first is
stressed eight timee and unstressed nine times, the reest are
practically inveriable.

There are two major icti here that never vary; but the fifth
sylleble is almost as apt to go unstressed as not. The firgt
syllable has a still weaker stress. v  strophe leaves off
the firet commonly stressed syllable. (One could supply an
explanatory < here).

This short line varies the first syllable eight timee and
muet have given it some slight stress.

The frequently accented first syllable geems to be & minor
ictus to the twe major ones that never vary. Wesker gtill

ig the)tendency to strees the fifth syllable (six strophes
do so.

A minor ictus on the first g
fourth are the chief charact
There are five exception

yliable and a major one on the
erigtics of thisg regular line.
8 to the secondary accent.,

The primary ictus never verieg. th
the first syllable has bu » Wie gecondary accent on

: t one excepti
the third syllable has three exceptgongﬁ’ DAt AT

It is & bit unusugl h i
in the middle of ire eére to have the mogt uniform syllablese

ome exception eecl line; and yet the last two have just

i 3 .
firet syllable to etar?ezitife FiY¥8 ezauples ef a wirenssd

ki g stregsed and unstressed syllables
firet of the 1% 8 short line, and a secondary accent at the
ne (with six exceptions) are quite typicel,



Line

Line

Line

150

121

13,

14,

1L
16.
7 e

18.

19

and provide a scheme but elightly different from that of
lines one and two.

Repeating the echeme first used with six stropheg stressing
the fourth syllable this verse also corresponds in ite
varigble firet syllable.

This is equivalent to linee three and nine but has more
tendencies than they toward stressing the first and fifth

with a minor accent.

Thig line corresponds to the first scheme. o5 strophe has
a hypermetric line with an added stressed syllable at the

start.

Thig variee not at all from line six even to the pecondary
accent on the first syllable. Strophe o’ lacks the two

laet syllables.
A duplicate to line seven.

The firet syllable variee more here than in lines one and
two; otherwise, they are identical.

The fourth syllable here ag in line one is often stressed.
The major icti remain the same.

This may be classed as equivalent to line eight although
there are no variations here from a stressed third as well
es fifth syllable. (only one exception to an accented firet

syllable).

me b only in that the third syllable

This departs from sche
jetion and the fifth syllable is

ig the one without var
frequently stressed.

A seven syllable‘line with the major icti on the third and
fifth and a minor accent on the first.
Repeats the scheme of twenty.

To compare the metrical schemes with sense pauses Will

8ive us the divisions within the strophe.

Senge Pause Table to "Mary at the Cross"

Verse w0, 554 55 78 9 10 11 12 13 14 15 16 17 18 19 B0 BL_
. StTophe o - SR | S
{37*.3____‘ X X MR A W ALY
fﬁ:::E—--_-l;”,,,§;3;_,. et < X X X > AT W T O
N L e — S L S S ¥
7 —— X X X X X &
BRI i W X X X R X ;




=10=

Sence Pause Table to "lMary at the Cross®(continued)

Verse No. & 5.4 5 6 7 8_9_10 )
" To. 2567 8 9 10 10 15 LoulZEenle
A Strophe X/ X XX X X T L 222 —
E:“ - A W S SO L N .
— Al X % X R T
i b SRR XX 0, O, e D X
i A O T 5T XX X SO
L % X X X S N
T SN T L ]  SgTED D TR
I § X XX gc( L < X — -
T ) .- RO ik
i s, S R L 1L X xxxxxx.}}% i
7 %L D X X % Xons XX
als T 550 5168 8 14 5 1% 7717 8 18 12 13 10 17

:

L
inee seven, fifteen, and twenty-one receive the pauseé most frequently

8
nd next in corder are lines three, five, ten, twelve, seventeen,

‘The metrical scheme adjusts jteelf beautifully

e
ighteen, nineteen.3
ga b 38 syllables

12 syllables 43 gyllables

t

C thig divieion:
e &
b e 13 syllables

S —————

£ b g 19 syllables

a b 13 syllablee 50 syllables

ab e 18 syllahles

RTINS
a a 13 eyllables
f 8 syllables
25 syllables
b 7 syllables
h b 14 gyllables
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The o strophe has some departures from the general scheme,
b
Ut the 1ast strophe of the hymn can be printed with the indentations

t
0 Correspond to/the sense pauses and the metrical scheme:
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Judag:
"Judzs hag longer and more complicated lines but a comparative
@nalyeie yielde the following scheme:lo
Rlsatiy S8 L L= . (9 syllables, scheme a)
I ol A (OGN (R ST # (11 syllables, scheme b)
i R SN 0 ;;_______;1__“____(10 syllables, scheme ¢c)
L1 T - M N AR e (eey TabteRs scheme d)
Ll R G RA Y byt L S & . (9 eyllables, scheme d)
Line 6, :;___j:]_:_,___ ) iyl Ll (10 syllables, scheme e)
e i VRN () i ¢ A L (10 syllables, scheme e)
Ly ) A R B s O Al (10 syllables, scheme c)
Line 9.(:)_______:_ S e U (7 syllables, scheme f)
L5 DU ORA RN () ey P AN (7 syllables, scheme )
Line 11, M ) e [ iR (7 syllables, scheme f)
Line 13, * [ s (i SRR B ¢ (11 syllables, scheme g)
Line 13, Pty ARy ) __‘:: (8 syllables, scheme h)
Refrain ) j: g ’ _____':Z___ LGS gyllables, scheme a)
Hefrain 2 ’ A (4 gyllables, scheme 1)
Refrain 3 ——., Sl ::'__.__‘(8 seyllables, scheme i)

# (8 eyllables, scheme J)

—..;-'-—_-—-—'——"‘-—-
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The detailed line analysis follows:

Line 1,

Line

Line

Line_

Line

or icti that never fail to occur. In the
fourth syllable, a minor jetus occurs to which there are
four exceptions in strophes & @’ ¢’ and 1y’ ., The third
syllable has occasional stress. The last strophe omite

the last three syllables entirely.

The unverying major ictus on the ninth syllable is accompan-—
ied by a third sylleble accent that has four exceptions.
the accents on the first and fifth

Much less strong are
gyllables where there are many exceptions. The geventh

syllable is most variable.

There are two ma]

without exception on the eighth syllable.

fth get the accent in 2ll but a few strophes.
d syllables @re quite variable but more

often go accented and unaccented than the other way around.
Strophe n’ is hypermetric; by anacrusis at the beginning
where the wal and oo occuring together meke a familiar

example of such license.

The sccent ie always on the third from the last syllable and

except for ¢’ strophe also on the third from the first.

There are tendenciee also to stress the firet and fourth
thers in the line. The

syllablee which vary more than any © z
hypermetric line adds a syllable in 13 by anacrusis at
& TDbegine the line.

the firet where ival
The same major and minor jcti as the above and the same
t the first and fourth syllables. (This time

tendency to accen
with eight and nime exceptions respectively instead ol
Strophes and v}/ are

nine and ten as in line four).
hypermetric; the 1atter by anacrusis at the first where
and in the former

L & C Troa vl XE L) begins the line,
cage where TOV gv are the first words .

on the third from thé last syllable n;ver
varieg; whereas the accent on the first and the fourt
Syllagies has three exceptions in each case. The third and
sixth syllables are quite Vari%ple but take an accent
every now and then. Strophe §° has an extra syllable
which seems to be the ed ol which precedes EIT—
EMAnaTa ; %7 jg a syllable ghort . (seemingly, the

firgt syllable is missing/. i

The accent falls
The fourth and fi

Thi : ptedly equivalent to line 6 in scheme; for
thesmiggg igtﬁﬁdﬁiﬁer vgries from the third from the last
$yllable and there is & SOCGRCAZY ictus with but few except=
ione on the first sy]_lab163 algo the sixth gyllable has an
The difference comes in

accent of third-rate imporbance:



Fhe third znd fourth syllable; because whereas the secondary
jctus falle on the fourth syllable in line six; it comes on
the third in line eseven. The fourth syllable in line seven
shows no accent in eight strophes, and this corresponds to
the third syllable of line six where eight strophes showed
no sccent. This the takle indicates by parentheses arocund
the accent that seems of third importence because of the

frequency of exceptions.

Line g, This corresponds to line three where the eighth syllable
gets an unvarying accent and the fourth and fifth each
receive gtress in all but four gstrophes. There is &lso an
identicel varying of the firet and second syllables. 1’/
strophe is again hypermetric with being the extra un-

stressed syllable.

line 9. In these seven syllables there ie a slight tendency to accent
%y or ); a more decided

the firet or second (either _  ° N
gtress on the fourth syllable (only two exceptions); end an

unvarying major ictus on the sixth syllable.

line 10. Here there is the same kind of difference between lines nine
and ten as there was between six and sevemn; that is, the
major ictus is the sanme; but in the minor icti we have an |
exact reversal; for whereas the first and second syllables
varied in line nine they become stable here (with only two
or three exceptions to the (7 __), and the previously
nange strees (the

regular fourth and f£ifth are now apt to ¢
fourth is unaccented with six exceptions and the fifth

sccented with an equal number of variations). Thie seems

to prove that the echeme we have marked f really hag

three degrees of stress which we have indicated “%, » and

(*). The extra syllable of strophe 4§’ occure at the

beginning where the line opens With (taL O .

Line 11, Here is another proof of the flexibility of the minor accent;
for thig line which corresponds in scheme to lines nine and
ten Bap omnly & slightly etTORgOT accent on the first than on
the fourth syllable. The major ictus at the end of the line

never varies.
new scheme has ite unvarying

s T ) lla
hig eleven 8Y sother major accent (with but

i our
Tl I % the tenth syllable; and a minor accent
in the first syllable. The sixth

with ree exceptions

is acgg&¥eghha1f theptime ad E?iﬁcggted the resgtoftthe
time, S ‘ has no twe ne; 1y omits two
31 trophe 19 ermetric by anacrusis at the

J /
. 8yllables; and 1M 1:stﬁgpfirst word) «

beginning. { d
+« There are two mg] or joti here -- ©Oné on the fourth syllable
(With two excepiuione) and one on the last gyllable ( (=
Tevergeg the g ke N _“). The firet and second gyllables
are quite veriable. Y’ STrophe has an exira accented syllable
('*iu‘,) at the beginning, ‘Sl has an unaccented hypermeﬁric
€L at the beginning.

RES 13

Ling 1s
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Sense Pauses in "Judas"

21 3 3 4 5. 6 7.8 JoIoNEI
—Stzophe X X XX O >
N AT T AT T« MUEYE AT T
e . X XL K o e S e
—— X L X X[ 9%
i X X e XX X
e X X R AX X XX
— X KeorFohaX X X ¥y
— X T X X > T
— X X > QLW T X
— X X X X X
N b 0 < X b G0 4 X X
— X X b i X
— X XX X X AR
— >R (S > i X
= SRS X
N > (T p Rl SRR ¢ X X
X X X X X X
— D G SRR R X
— X ) P ¢ X X X
e X S T o Gk L WD ¢ X
e > R XX X
N X XX X SR TN X X
To8aTe > Gl X X X
0 581l 8 35314 5380 6 710 6 893 5l

Chief frequency: Lines £ive, eight, thirteen.
Second freguency: Lines three, six, eleven

Metrieal Scheme According to Sense Pauses:

abec - 30 syllables
48 gyllables
a'd 18 syllables
e 10 syllables
30 syllables
e ¢ 20 syllables
1 syllables
o i 40 syllables
g h° 19 syllables
lables
i 13 syl 20 syllables

34 16 syllables



If printed according to this plan the OL' gtrophe appears:

Iis élrdou/(i‘as oUK évalph'r)cré
;') T’I/S Bewpoas oUIX ETpoa T E
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Conclusions To Meprical Study

There has been some advantage in working without a hirmus
indication for these three poems, in thot the analysis ceases to Dbe
concerned primerily with irregularities in the departures from the
hirmus, and concerns itself only with the comparison of the accent
fall in corresponding lines. This is, after all, the important
Question since Meyer hazd recognized in 1884 that the hirmus could
be changed by its use in a new poeu; and itwwas the variation of
% verge ir the same poem that needed study.*l

In regard to this variation, we find that in the three

Poemg gnelysed here ithere isg in every line at least one syllable

3§lgh receives an unvarying accent in the corresponding line of

8¥ery strophe. This principle has enough exceptions to make 1t

‘8imilar to the rule about the fifth foot of a dactyllic hexameter
lne in Latin, e.g. line thirteen in "Judas" has a major ictus
in the last syllable which appears in 21l but the 10 strophe; and
la the "Christmas Hymn", line seventeen instead of having the
lagy syllable in strophe Kr'stressed with two unstressed preced-
Ing 5t has reversed that group to a ? _ _ scheme, Line twelve

% the game hymn has no one gyllable that unfallingly gets the

QeQEnt. The general principle holds good however, ( Gompare with

®urictts final law, Prolegomena p. LEXXXIX ) and it never faile in

"W
ary at the Cross".
| e accents all fluctuate except

Chriest cays that often th
12
iQ\Ege case; and our study shows thies true in twelve of the nine-

teen lines of the "Christmas Hym"; in all bﬁt two of the verses of

W
J
ud&S, and in fourteen of the twenty lines of "Mary at the Cross".
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There is a pronounced tendency to have the unvarying ictus

Soward the end of the line. In the "Christmas Hymn", verse seven

1s the orly one of which this is not true, and here the third from
the last syllable is accented in all but one strophe. "Mary at the
Cross™ shows a great preference for the major accent on the next
to the last syllable, and only one line (nineteen ) fails to
have a mg.jor accent on one of the three last syllables. "Judas"
is gti11l more striking in this respect; for , except for the irreg-
Ular thirteenth line (see its analysis), there is the interesting
Case of the first eight lines a2ll having a stress that knows no
€Xception on the third from the last syllable , while the next
four have it on the next to the last syllable.

This fact emphasizes the chant nature of the hymms, and it
1s easy to imagine thay%he nyoice of the singer, which hardly

Changes in the delicacy of stress at the first of the line, here
13

begins to be modulated."

In analyzing the first and central parts of the lines

"here the flexibility occure, frequent mention was made in the

detgailed line analysie of the interchange of 2 _ _ for _ _ ,
8¢ ¢+ for _ ' and vice versa.This is quite in accord with
Wantitative poetry which permits the substiiztion of iambus for

trOchee, anapaest for dectyl,and vice versa. The fifst® two

SYllables of verse nine in "Judas™ are a good illustration of

)
Y S _ frequently changed to _ ‘., The parallel with classical

v o
*Tse can be farther drawn by observing that there is ome place

1
: the 1ine where the substitution ie not permitted in both types

)
J Poetry, as indicated in the discussion of the invariable

§,
Jop ietus.
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Concerning the hypermetric lines, we have already mention-
€d /in the Introduction & variety of opinions. Pitra incisted on
Such an adherence to définite law that he emended the text to make
the number of syllables come out right. With no manuscript at hand
Such a process has sometimes seemed easy, as the suggested emendations
in the analyses of lines five and nineteen of the "Christmas Hymm"
show., This method, however, is dangerous when there is manuscript
au’éhority against the change; and it becomes impossible to indulge

15

in it seriously with no indication of manuseript readings.

18
Meyer calls attention to the preponderance of such

Words as-ﬁw&v;ipfv,§yb5$ or‘ﬂmTﬁquﬂbfin.the place where the
8hortening takes place. That has not been true in this study; but
it is very noticeable thet maL is the extra syllable in ten of the

1y
€lghteen hypermetric lines. In all but one of these cases it is

8lgo the first syllable. Its combination with a word beginning

With a vowel (usually short- frequently oU) is also noteworthy,

©.g.: nJudas" ,n 3: lKat o:n<
M R
od
" , $10: g e
n | ’18. ol C;.
» 1M . f
. v
" '13: g
sY ’ (Trao_ Yf)(-‘-‘-)
i /5 w o /*
b L) 3
T, [ C O’UK
"Mary at the Cross" g ey
Y4 w
n ; ) l£/6: EY’
P
n - 6%

2

The other eigzht lines follow:



"Judas JJ 5)03 Tov ev OtUT‘LU 8I“L|'cot9Y{/u.E,vov

"Judas? n’ 832 -q crlaeacruv ‘l‘e(ou ! Tr).ow-/wo&m

"Judas" ;‘3'13: }*’YL cru*rxw(arza‘au ws GEOS'
"Christmas Ky 5: AL’ uzTa(a TAYV ATdvTwyY

"Christams? 6/15: ’ﬁ TS 'r) TENOUTO

"Christmas? n@'lg: UV X ATE oTL E:TE’X/GY]
"Mary at the Cross! a’ 3: 7 &/u.,vc)»s Qew(.;oﬁo*ok
"Mary at the Cross", L' 13: %/O, ,Wa-e‘wc“lv &/u.,o»

Christ explains the general problem of extra syllables by
Saying that the verses were increased by anacrusis -- beginning the
lines now with iambic and now with anapaestic feet. This theory
has much support in the above examples; for there are only two cases
Where it presents difficulties. In "Mary at the Cross", 1¢”, b
the oL £y-W at the start seemingly fits; but unless we count the

lagt syllable the extra one, our general principle of the unvarying

accent is broken. This objection is not insurmountable since we

have already shown some exceptions to that principle. Line six of

¢/ gtrophe of "Judas" seems to have its extra syllable in the middle

With the Mol €MEMM TaTo combination.
Not only has this explanation the advantage of precedent in

Clagsi ¢ poetry; but it appeals gtrongly to the musical purpose of the
hYmns; for it is a well known musical principle that a few grace notes
Or extra notes may be put at the beginning of a hymn with no offense

Yo the regularity of the rhythm at all, Nor ig it necessary to assume

that s sort of elision took place by having the voice of the singer

*un these syllables together. They could be pronounced quite distinct-

iy,



-3l=

All of these conclusions about the character of Romanos’
lieter point definitely to this same musical nature. The repetition
of rhythm in definite lines is necessary and natural in s song ,where-
as 1t is difficult and unnatural in poetry which forms its meter by
an exact recurrence of beat in successive lines. The lines in the
8trophes of Byzantine hymns that answer lines in other strophes and
Other lines in the same strophe give much the effect of counterpoint
With interwoven melodies appearing and reappearing. The regular
lagt syllables gives us the chant feeling and the extra syllables
at the first as well as the flexible middle of the line are quite
in sympathy with the rules for singing. We can, then, reduce all

Our conclusions to the main principle that the poet followed a "musi-

fal feel" that alone determined the placing of the accent, the length

Of the line and the grouping of the long and short lines].'8

It seems perfectly true, also, that there was no lack of

Variety nor yet of precision. The correspondence of sense pause and

Ju
Detrical scheme is satisfying but far from arbitrary. o

Christ makes the statement that one certain kind of rhythm

Never prevails and impresses its form on the rest of the poem.80

Thig ig true; and yet the "Judas" hymn offers an interesting illus-

Yration of a poem that almost does that. A reading of the poem gives

One g decided dactyllic line effect; and an analysis reveals the

:l scheme for the close of the first eight lines without inter-

l'up’cicm, and even after thie hag changed in lines nine to thirteen

to o ¢ pcheme, we return in the refraln to the * _ __ close.
It 1s hardly fair to use the terminology of classic quan-

titative poetry in regard to this rhythmic verse; and yet they are

with all their differences not unalike. The lyrice of the classic
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Greek poetry had strophes of unequal length, permitted substitutions
of one foot for another, at the beginning of the line, and had often
an unvarying foot at the end of the line. Romanos has sometimes

been called the Pindar of the Chrisgtian poe‘csgl and this implies
metrical analogies that would make an interesting study in themselves.
Christ claims that he studied the Byzantine poets because their meter
showed no great departure from the clascic poets;gz'and"the cola
divigions) he thinks,‘sre sufficiently similar to ancient verses that
all the lines of lyric and dramatic poets might be fitted to byzantine

o
meter.““s

The connection between the form of Byzantine poetry and
Medigeval Latin would also make & research problem in itself for we
know that the Middle Ages recognized the eimilarity in Greek ecclesias-
tical poetry and Latin prose when they mixed the name of 'tropus' and

that of 'praise', and when in the life of Cyprian, S. Caesar joined

Latin prose and Greek song.84 We also learn that the Latin writers

of the Middle Ages used the rule of accent when the quantity of the

8yllable had been neglected.
English verse has, of course, used accent as its basis;

and the go called 'free verse' of modern times is bulilt on a phrase
fhythm that hes in spite of the modern poet's claim that he is get-
ting away from iambics and dactyle a strong metrical beat. The

Snglogy of such verse with the accentual verses of the Byzantines which
have a strong rhythm of phrase (as indicated in thAanalysis of
Senge pauses), and which use rhythmic schemes that produce the
8ffect of quantitative feet would again be tempting as a study. A

°°mparison of the two based on no detailed study would seem to show

% decided gimilarity in idea but a much greater obsgervance of laws

ln the cage of the Byzantine poets.
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No matter how far any comparison is carried, one always
comeg back to the fact that Romanos hag created a new poetry with

Principies unto itself. These general principles we have already

summau'ized.g5

The statement that he created them may not be historically
accurate; but certainly he is their first and greatest exponent.86

The anonymous hymms of the fifth and sixth centuries recently publish-

ed by Paul Maas®' ghow the same general characteristics, and one of

them "To the Holy Father" is stylistically and metrically very similar
to Romanos. In fact, Pitra ascribed it to Romanos, but his authorship
i1s unlikely because of the lack of name in the acrostich, and the
reference to Mary ae tutelary divinity of Constantinople. It is more
likely a hymn that belongs to the period of "Kontakion-resurrection"

Or hymns written after the manner of Romanos.88 There are similar
relationghips with Kontakia of an older period; €. g. the Lazarus

hymn of Kyriakos.89 The latter has neither the precision nor the

®2ge and flexibility of Romanos' meter. The hymn of Justinian that
Christ gives in his Anthologyso ae a sample of Antiphonal music is

too short for any valuable comparisons but it seems to have the same

g€eneral character.,
whom Christ gives first place in his Anthology,

Synesius,t0
18 really a pagan philosopher who wrote of theological and philosoph-
ical disputations, and his hymns were never received in the ecclesias-
tical odes. He uses Anacreontic measure.almost exclusively; and

8lways has s quantitative meter. Gregory Nezianzenus, similarly,
Useg trochaic septenariue or iambic trimeter; and these poets to-

8¢ther with Methodius, the martyr, and Clement of Alexandria are

%t writere of the rhythmic verse that has come to be known as the

ByZc'a.nt ine hymn.,



Sergios and Sophronios followed Romanos but belonged to
the same period. Sophronios wrote anacreontics but also idiomela in
the rhythmic style. Some of the latter were even incorporated into the
lenaea and HorologiumSl; but are not as well known as his anacreontics;
Whereas Sergios (610 - 841 A.D.)wrote the well-known hymn that thanked
Mary for her protection of Constantinople against the Persians in 630
A, D, Yet not even these poets who followed Romanos and had the

adven tage of his example approached him in reputation. Krumbacher

cannot be refuted when he says "vor allen der grésste Vertreter dieser

33
gattung, Romanos”.

John of Damascus who invented the elaborate canon is his
Only rival for supremacy among the Greek hymnographers; and he wrote
80 much more complicated, sophisticated and deeply theological poems
at s date considerably after Romanos that comparison is hardly faii,
although the eimple beauty of the earlier poet would never lack for
admirers when it is put beside the more complicated technique.

Certainly a proper handling of rhythmic verse was not easy,;

and yet in Romanos, the reputed originator, we find, as indicated in

the sbove study, an art which transcends art. Rules are observed,

and the flow of rhythm is continuous; yet the poet is perfectly free

and easy, énd the verse correspondingly flexible. Bouvy says of hims

"8 .Romancs ig the first of poets and his works represent the liturgic

Qymn or religious drame at 1its perfection.e...o......add a supple

Yhythm which is harmonious and then, to increase his genius, the in-
Compareble setting of oriental churche yeeesss. . follow the melody in

811 the phases of the sacred cycle wesee.ss8and you will conclude that

1]
christianity ought not envy antiquity ite lyric poete." This musical

Snd criental setting ie necessary for a complete metrical appreciation.

the the student of Romanos sees that the poet was working from a

k muQiCal feel, and that his strophes have just that sort of architectural
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harmony, then he can agree that metrically, as in other ways, Romanos
deserves/the title Pitras gave him: "veterum melodorum princeps®, and
that he wae rezlly a "born poet who is at the same time onme of the

greatest and the least known -- one who should be accredited with the

beginning of a branch of Greek literature."94



NOTES TO STUDY AND CONCLUSIONS

This edition (third) of 1923 labeled T@V mwadqTwy TAsT’
‘ragaws Tav Tu,uvao‘o'wt/gives no mesnuscript authorities; and
the three Romanos hymns in it seem to have been taken

from church collections (Trges x(:ﬁc-w). The notes on the

Christmas hymn, after stating that this was sung down to

the twelfth century yearly at Christmas by double choirs

of Santa Sophie and the church of the Holy Apostles, or aﬁ
the officiasl imperiasl benguet, adds that in the Menses for
the twenty-fifth of December only the wrouxodAwV and the
first o?}ws are now left. No stetement is made as to the

authority for the text of the rest of the hymn.

In 1§’ the third syllable is the . of @Ppoe ; and in Ky’
the last syllable is the t of sj/»L 3 but these two enclitics

could hardly be called exceptions.

This follows the example of Krumbacher: Studien, p. 88:

"Wollte men genz genau sein, 80 misten auch die Stirkegrade
dey Pausen angedeutet werden; de jedoch die grade sehr
verschieden sind und also eine Reihe diskritischer Zeichen
notig mschen wurden und da die Bestimmung der verschiedenen
st8rkegrade vielfach ven der subjektiven Auffgésung abh&ngt,

i "
g0 habe ich die Pausen ohne Bezeichnung ihrer Starke aufgefuhrt.”

If this line of the refrein were divided as it should be,

theré would have been a frequent sense pause here.
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lOd

e L & & i A AR ’
Since the second sylleble is unaccented in o strophe, and

this does not correspond with the majority of verses, the chances

1 - , . SEE .
are somewhat against o Dbeing the hirmus.

€.8. l\’r/ Strophe-the first six lines in the text are:

b / ?
Oux amlDs Yap ECp
o = P > \
pNTNp Zou, TEKVOV  eUTmARYY VoV,
OUK efnf)_ Yadovyw
Tc‘DV XO("Y)Ya" ToU Y‘aI.A,O\KT‘OS
&A),) Jn'é(o -r-av (cjn”a/VT‘uJ\/

f):rc}J dugwmid Z.g,

The notes give as the only indication of source:

'Ev TLEJ I(J cgfwd TFOL(DF)H’]C?@T) E1x 7-ou-rau

po’vm/ 0 ‘lT(aaot./aHO\/ Hal 7‘2 a’ WPOCPQ

See Christ: Proleg., p. C.
Line twenty is not included since it is the leet line before

the refrain and necessarily gets & pause.
In tﬁese long lines an accent of third importence is indicated

by (13
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1l. prumbacher: Studien, p. 82.
L&, '‘Christ: Proleg.; p« LXEXIX.
L5, Chrigt:iPreleg:, p Z0.

14. Christ; Proleg., p. 8%

Romanos in the Psalm of the Holy Apostles, a twenty-four

strophe ode which includes now nine, now ten, and now eleven

A frequent variastion is : to Mo andlal S TS

v

— —

Christ: Proleg., p. XCIX:

The eretic foot is substituted for choriambic in Romanos'

psalm of the Holy Apostles. " _ bagomes I\ g N

License at the end of the verse is much rarer.

Christ: Proleg., p. XCIV:

In the middle of the verse, there is no obstacle to keep them

from putting four instead of three syllables since they used

greater flexibility of the voice there.

15. See Introduction, p. 9 for the points against this method.

It is worth noticing that the seemingly satisfactory substitu-
tien of TfoivaV for AMoAvTwy has to compete with an equally
satisfactory solution of the problem of the extra syllable by

? e -
anscrusis -- the two first words are Odll Utrep g

l6. lieyer:

Anf. und Urs. as quoted by Krumbacher: Studiem, p. 82

?

¢ o Vs ]
17, ‘JucLa..s, ¢ b ‘Rt é.rrerr/\,vl TTO .
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18. See Krumbacher: Gesch. d. Byz. Litt., p. 333.

19. It will be noticed in the SENSE PAUSE TABLES that even the

major pauses are rarely observed without exception.

i

20. Christ: Broleg., p. 0L

/ s
21, Hovrawios wat Jldvoves: Notes to Christmas Hymn, p. 102

(&
“Au TFPOO'wWO'n‘oC'-aL To TrourliAa (grl—ro[am.o\u

Txqpata , § Jpa/u,o:rmos J?xkoros TO

YOPY°V TOU {ou97~ou Ita L n mAoua o IOl
l(cl@%ﬂfux ~fA¢utT011 To0 OLYz/bCITTLS JEINCVU—-
Guav OTL dixkalw s 0 TrOlTZTY)S £IT WV 0 -
}po?O‘GVI Tﬂ’vd'oz(aos TNS XPITTIAVIRAS

!

KAGdkou o v TEWS, 4

298 . Proface bto Antheleogiay P Bhl i nRIA=Ssts patet”.
23, Christ: Proleg., p. LXXXVIII.

pd bl P LKL LS

No mention has been made of rhyme; and it is not a major

..a
-t
(S}
L ]

consideration in the discussion of church poetry ~- that is,

in the sense in which we think of rhyme in English poetry

or poetry with equal lines. fhen used by the Byzantines,
it 18, a8 rrumbacher points out (Geseh. d. Byz. Litt., p.
%39), rather a device for binding long and short lines.

Assonance is the real charecteristic tymit. There are many

examples in Romanos and his contemporaries of assonance end

rhyme:

Hjadasm &7, 1 - 6



Q9,

2/ 14 8 74
Ading, acTopye , armovde,

The

Telpatd , TE0dSTA Tolypmnyoave
T YéYovgv) o6TL F)eé'rqcrocs)
R LR 2 {
ovTWS n(ppovv)crds)

4

N / J ¢
Tt Tma@Qwv olTWS Ep1aNIaAS

also the stanzas printed in this study-- especially the
etr ophe of "Judas".

reader must be careful not to look st such combinations

as /boﬁddLand ’gxouo‘db and think of them as rhymes.

A detailed study of assonance belongs under a discussion of

the

rhetorical devices of the style of Ropgancs.

Christ: Proleg., p. XXXII:

Anthimeos and Timocles were really the firegt hymn writers,

(f1. 460 4.D.) but none of their hymne have survived.

Anatolius and Syceotas have no right to be ranked with the

very old writers because Anatelius was faleely dated as

Patraiarch of Constantinople in the fifth century, and 1t is

doubtful if Syceotas who composed the idiomela 1is the

"episcopus Anastasiopolitanus®.

See Bibliography.

Ibid., p. 24, (This conteins a discussion of theoriees of

euthorship).

The

/ ) s
Hovroliich el Hoavoves .

e o

gecond hymn in



30.

31,

32,

338,

4,

Carm. Anth,, p. 53ff.
Christ: Proleg., p. LIII.

Krumbecher: Gesch. d. Byz. Litt. , p. 3ll.

Bouvy: Etude sur les origines, p. 367.

Krumbacher: Gesch. d. Byz. Litt., p. 317.




BIBLIOGRAPHY

Bollandist’'s Acta Sanctorum, Tomus II, Junii (quo dies 7, 8, 9,
L@l Meentlinud bk

Edm. Bouvy: E'tude sur les origines du rhythme Tonique dans

1'hymnographie de l'eglise grecque, 1886.

W. Christ et M. Paranikes: Anthologia Graece Carminum Christianorum,

1871.

Daniel: Thessurus Hymnologicus, vol. IIT, 1846.

Encyclopedis Brittanice, ninth edition, vol. XII, p. 580.

Krumbacher, Studien zu Romanosg. Sitz. der k.b. Akademie d. Wiss.,
1898, Bd. II, Heft I, S. 74-864.

W. Meyer: Anfang und Ursprung der lateinischen und griechischen

rhymischen Dictung, Abhandl. d. bay. Akad. d. Wiss. I

Glag L7 Bd. 2y 188bu=UBUNRT0=-d80:

P. Maas: Pruhbyzentinische Kirchenpoesie, I Anonyme Hymnen des V-VI

Jahrhunderts, 1910.
J. M. Neale: Hymns of the Esstern Church, third edition.

o lle

J. B. Pitra; Hymnographie de 1l'eglise Grecque, 1867 .
Jowiwiov mepr Tol BEtarpod Kal

. Sathas: ¢ JoToplkoV
s pmoudiKis TAYV Py yov. , 1878.

H.Stevenson: L'Hymnographie deé l'eglise Grecque, Revue des questions

historiques, II. 1876, pp. 482-543.

Sophocles: Byzantine Dictionary, 1898.



